The international community was quick to condemn such a tasteless and nakedly self-serving piece. Failing to appropriately account for the complex and delicate negotiations necessary to navigate the interrelated fields of history, memory, and performance, this xenophobic ultra right-wing congressman offended and disturbed. The Auschwitz Museum's official Twitter account implied as much with their tweet: "Everyone has the right to personal reflections. However, inside a former gas chamber, there should be mournful silence. It's not a stage" (my emphasis). In History, Memory, Performance, David Dean, Yana Meerzon, and Kathryn Prince bring together a collection of scholarship which explores what happens when history, memory, and performance are brought to bear on one another or are used as the means by which to understand the other-history as performance, performance as memory, and memory as history. Clay Higgins's reckless and offensive behaviour shows just how necessary such a volume is today as we continue to grapple with the past in and through performance.
Citing both Greg Dening and Diana Taylor, the editors of History, Memory, Performance frame the collection as an attempt to put "into practice the reciprocal obligations" the disciplines of history and performance owe one another (Dean et al. 1). The notion of embodied memory, as captured by Diana Taylor in her concept of the "repertoire"-a twin to the more traditional notion of the "archive"-proves of particular significance in the collection. Such a somatic approach to memory, the editors contend, "restores the performative to the construction of social memory ctr 173 winter 2018
Between the Archive and the Repertoire: History, Memory, Performance | VIEWS AND REVIEWS and, by extension, to the construction and performances of history" (12). The volume has an interdisciplinary and a global reach with contributions from public historians, theatre, and performance scholars, and from practitioners from around the globe. Contributions cover material from Lebanon, Australia, the USSR, Brazil, Canada, and the US. The range of subject matter is also impressive-it moves from documentary drama to dance and choreography, from opera to performance art, from live reenactment to puppet theatre.
Though the contributions cover a lot of ground, a number of concepts recur throughout the collection. Several contributors touch on our (in)ability to effectively communicate the past, our role as witnesses, and the gaps between history, memory, and performance. There are also questions about the aestheticization of history-what might fictional history be, and how can fiction help us to deal with trauma? Several authors explore the presence of the past-in the form of trauma, as well as more benign aftereffectsand examine the ways in which performance might bring the past into the present, and even gesture to the future. The particularly somatic emphasis which the field of performance brings to history comes up in exciting ways throughout the volume, as does the relationship between personal rememberings and political history. Although, as the editors explain, there is no single theoretical approach that dominates the volume, the work of Diana Taylor and Freddie Rokem provides some theoretical cohesion. In fact, Rokem opens the volume with "Discursive Practices and Narrative Models: History, Poetry, Philosophy"-a chapter that compellingly examines narrative models by delving into the work of Brecht and Benjamin, and the games of Chess and Go.
While there is a wide range of material covered in the volume, there is also some overlap in subject matter and historical period. Three of the chapters deal with artistic responses to the Holocaust. Matching each work she examines to a particular category of response-Akropolis becomes "bodies"; The Investigation becomes "words," and KAMP "actions"-Rachel E. Bennett outlines a number of ways in which artists have attempted to come to terms with the Holocaust and suggests that by each in their own way passing on memories to the audience, they allow "the audiences to become witnesses" (168). Samantha Mitschke investigates the "queer holocaust experience" through Martin Sherman's play, Bent (222). Focusing primarily on differing critical responses to two productions, Mitschke suggests that we risk misunderstanding and underappreciating a play when we lack the proper contextual framework with which to process it-something apparent in the response to the original 1979 production, but no longer the case by 1990. Tanja Schult takes Raoul Wallenberg as the focal point of her chapter, exploring a number of artistic responses to Sweden's "holocaust hero" in order to investigate the gap between history and myth, and the ways in which this can be exploited in the name of nation-branding (135).
Several contributors examine the place of theatre and culture in the project of state-building as well as nation-branding. In one of the stand-out chapters from the collection-"Shakespeare Inside Out: Hamlet as Intertext in the USSR 1934-43"-Irena R. Makaryk examines the "Soviet desire […] to out-Shakespeare Shakespeare" (118). Though centred on an historical play, Makaryk argues that "the Soviet reworking of Hamlet was not an obsession with the present, nor with a nostalgia for the past, but rather, with the future" (119)-and, more particularly, the future of the USSR. In his chapter J. Douglas Clayton similarly suggests that a much earlier play, Pushkin's Boris Godunov, occupies an important position in the Russian political landscape with a recurring, albeit shifting, contemporary relevance. Josy Miller's chapter, "Performing Collective Trauma," interrogates, in a different way, the relationship between artistic output and national political cohesion. She suggests that 9/11 fractured the master narrative and communal identity of the US, which is why no "iconic" 9/11 play exists-instead there are multiple narratives which might facilitate the work of mourning (Mark Kennedy qtd. in Miller 187).
VK Preston and Cláudia Tatinge Nascimento are similarly concerned with the construction of the state and national identity, but from a colonial and postcolonial perspective. Through an examination of Marc Lescarbot's controversial 1609 performance text, Theatre of Neptune-"sometimes proclaimed the first work of European theatre in North America, and played on the waters and shores of traditional Mi'kmaq (Mi'kma'ki or Mi'kma'kik) territory" (68)-VK Preston explores the relationship between colonial history and theatre, conceiving both of colonial history as performance, and theatre as a form of colonial power. Like Nascimento, a number of authors explore how performance can respond to trauma or the inheritance of trauma. Johnny Alam examines the work of several Lebanese War Generation artists, asking how they remember and how they create their own fictional histories amidst "official policies of forgetting" (169). Edward Little and Steven High also explore the status of so-called "historical fiction" in their contribution. In a discussion of their 2007 oral history project Life Stories of Montrealers Displaced by War, Genocide, and Other Human Rights Violations, the authors consider a number of different approaches to these storiesfrom Sandeep Bhagwati's "invention of 'gestural theatre'" to Rahul Varma's play, State of Denial. Varma's play proved controversial in part because of concerns over historical inaccuracy. They ask: can "the staging of historical fiction" work as "political intervention" (250)? Or does it risk falling into the "distant, even abstract" (251)? Nancy Copeland offers a possible response to such questions with her chapter "Group Biography, Montage, and Modern Women in Hooligans and Building Jerusalem." In a close examination of these two Canadian plays, Copeland argues that such (semi-)fictionalized historical drama may in fact allow for a more revisionist history. Both of these plays, Copeland argues, use sometimes-fictionalized encounters to centre the experiences of women, thus rewriting the past with an eye on the future. Katharine Johnson also explores so-called fictionalized history in her work on the historical reenactment of the Society for Creative ctr 173 winter 2018 VIEWS AND REVIEWS | Between the Archive and the Repertoire: History, Memory, Performance Anachronism. The characters may be invented, and the situation may be creatively anachronistic, but the embodied experience of the participants is affecting and immediate, and allows for the imparting of "some bodily knowledge" (47). Jeff Friedman similarly explores the importance of such "bodily knowledge" in his examination of Paula Rosolen's piece, Die Farce de Suche: Ein Solo von und über Renate Schottelius (A Farcical Search: A Solo for and from Renate Schottelius). Positioning the choreographer as the "hyper-historian" conceptualized by Freddie Rokem, Friedman explores what happens when the history of movement is explored through movement itself.
This volume offers a wide range of articles exploring the notions of history, memory, and performance in an exciting range of performance contexts and will be rewarding reading for anyone interested in the rich field(s) of performance/history. The collection includes a wide array of perspectives and performance genres. That said, the focus is primarily on more contemporary, or at least twentieth-century work, with all but two contributions focused on works created in the last century, and, though its international scope is impressive, it would have further benefitted from the inclusion of studies of African and Asian-based work. Theoreticallyspeaking, I would have been interested to see more use of Rebecca Schneider's Performing Remains and André Lepecki's Exhausting Dance-in particular Lepecki's conclusion in which he invokes Henri Bergson's notion that "past is that which acts no longer" (129). That said, as the contributions to this volume attest, the intersections between history, memory, and performance are rich with possibility. Performative work which engages intelligently with history and memory can be both dynamic and contemplative, and offers new ways to think about the past. Similarly, historical reflection which takes account of performative possibilities and somatic opportunity is complicated and productively enriched. 
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